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\x/elcome 
Welcome to the third Opera Institute Fringe Festival. In 
preparing young singing artists to enter a profession in which 
they must be credible actors, comfortable in many performance 
venues and musical styles, it is imperative to give them as many 
performance opportunities as possible, to research and create 
whole roles, to experience differing physical vocabularies and 
demands, to take direction from different professional stage and 
musical directors, and to stretch their understanding and com-
munication of text in both English and foreign language. Of 
course it is not possible to produce as many mainstage produc-
tions as would be necessary to give every talented student a 
chance to gain this experience. 
While singing at the Edinburgh Festival several years 
ago, I was delighted to discover some very exciting theater in 
strange little venues outside the main gate activities of the 
festival. These low budget productions, at little cost to the 
public, came from all over the world and were vehicles for fresh 
young talent, experimental direction of standard works, and the 
production of new or rarely performed works. Some of the work 
was very powerful. 
We offer these rarely performed, delightful gems in the 
spirit of that "fringe." We invite you to enjoy opera as theater, 
to hear and see and feel these wonderful committed young 
artists--as close to them as if you were actually performing with 
them on the stage of an opera house--and, of course, to come 
back and experience our mainstage productions downstairs! 
Sharon Daniels 
Director of Opera Programs 
0 irector 
/ 
s Notes 
In 1862, toward the end of Pauline Viardot's singing career, 
she and her husband left France and established a household in 
Baden ... Baden. Their decision was politically motivated, as they 
were both vigorously opposed to the Second Empire and hence 
suspected insurgents. They spent seven years there until the 
Franco ... Prussian War of 1870 caused them once more to decamp, 
this time to London, again out of political convictions. During the 
seven years spent at Baden ... Baden, Viardot dedicated herself more 
and more to teaching. Several years earlier she had gained notori ... 
ety as a teacher with the publication of the first of several volumes 
of L'Ecole Classique de Chant, in which she intended to edit over 
300 pieces for the use of young singers. These included many airs 
of Handel, Mozart, Pergolesi, Gluck, and other composers consid ... 
ered antiquated by that time. Though she was a contemporary of 
Wagner, Viardot maintained a lifelong dedication to the bel canto 
singing style of the baroque era. 
At Baden, Baden, Viardot's salon was visited by the most 
important crowned heads and political figures of the German, 
speaking lands, including Bismarck, and also by the most eel, 
ebrated artists, such as Brahms, Clara Schumann and 
Anton Rubinstein. Within a short time she established an 
international conservatory of sorts, and impresarios even sent her 
students. 
To showcase their talents, she wrote several operattas and cre-
ated a theatre to that purpose. She accompanied these enter-
tairunents herself at the piano. By 1871 the Viardots were back 
in Paris, the new Republic being much more in line with their 
political views. Pauline was appointed professor of singing at the 
Paris Conservatoire. The appointment, however, lasted only until 
1875 due to a philosophical difference with Ambroise Thomas, 
the Director of the Conservatoire. Viardot believed that in order 
to be successful, students must be required to study and perform 
( ipera comique; in an openly published letter, she averred herself 
to have been "mistaken to have thought that the Conservatoire 
would above all maintain and propound the grand style." She 
continued, however, to teach privately and to compose for the 
rest of her life, and Cendrillon, an opera-comique composed for 
her students, was the fruit of that period. 
-- Drew Minter 
· Program Note~ 
Pauline Viardot Garcia, mezw-soprano, composer and voice 
teacher, spent her life making music with the finest musicians of her 
age, several of whom were family members. Both of her parents 
were singers, and her father, the brash, passionate tenor, Manuel 
Popolo Garcia, was a favorite of Gioacchino Rossini, who wrote for 
him (among other roles) the part of Almaviva in Il Barbiere di 
Siviglia. The legendary soprano Maria Malibran, her older sister, 
died pitifully young from a riding accident, but left the indelible 
mark of her artistry on Pauline. 
Surrounded by a milieu of professional musicians and artists, 
Pauline embarked upon serious musical studies at a very young age 
Manuel Garcia resolved to give her an exceptionally full grounding 
in music: she studied composition with Anton Reicha (Berlioz was 
a fellow student), and piano with Meysenberg. Garcia died when 
she was eleven, so her mother trained her voice. However, Pauline 
had excelled early on as a pianist and by the time she was eight 
years old was accompanying her father's voice students, thereby 
absorbing a great deal of his vocal technique. As a teen-ager, the 
young and dashing Franz Liszt attended to her piano lessons, and 
one of her closest friends was the virtuoso teenage pianist Clara 
Wieck (later to become Clara Schumann). On Pauline's fifteenth 
birthday, her mother announced that she was to forego her aspira-
tions as a pianist and become a singer. 
Pauline Garcia made her operatic debut in London at the 
age of seventeen, singing Desdemona in Rossini's Otello to thunder-
ous acclaim. The critic Alfred Musset wrote, "Genius is a gift from 
Heaven, and it overflows in Pauline Garcia like generous wine in a 
too-full cup ... " Her beautifully modulated bel-canto voice wa.S 
tailored for Rossini and the mezzo-soprano found the signature roles 
of her early career in La Cenerentola and Il Barbiere di Siviglia. 
Her innate nobility and intelligence attracted many distin-
guished men and women to seek her company and value her friend-
ship. Her closest female friend throughout her adult life was the 
writer George Sand, and as a result of this friendship, Pauline spent 
endless hours making music in the company of Frederic Chopin. 
Sand even played a part in arranging for Pauline to marry Louis 
Viardot, some twenty years her senior. At the time, Viardot was 
the managing director of the Theatre Italien in Paris, and in one 
stroke Pauline acquired a husband and impresario. Based on her 
own tumultuous relationship with Chopin, Sand entertained few 
illusions in regard to love and believed that Louis Viardot could 
furnish the kind of emotional and material security needed for 
Pauline to dedicate all of her energy to her art. Sand greatly 
encouraged Pauline in her early compositional efforts, calling 
them her "first title to imperishable glory." 
A turning point in Viardot's life came with the couple's 
decision to accompany the Theatre des Italiens to Russia in 1843, 
where she appeared for the first time on the Russian stage on 
November 3rd, 1843 as Rosina in Il Barbiere di Siviglia. During a 
performance four days later she sang a well,known Russian song 
in the original language (she was the first foreigner to do so) and 
completely won the hearts of her audience. From then on the 
diva served as one of the principal channels through which 
' Russian music reached the west. 
Despite Nicholas l's oppressive regime, Russian literature 
edged toward bursting upon the world: Pushkin had recently 
died, Gogol and the critic Belinski were already influential, and 
Turgenev, Dostoyevski and Tolstoy were all impressionable young 
men. Turgenev accepted the post as Viardot's Russian language 
tutor, and the writer's initial infatuation with the world,famous 
prima donna developed into a life,long obsession. Turgenev 
frequently resided in the Viardot household, but it is difficult to 
ascertain if his relationship with her was other than platonic. In 
any case, both artists clearly exerted a mutual influence on each 
other's work. For Turgenev, the theme of tragic, obsessive love 
predominates in several of his writings, including, A Month in the 
County. Later turned into an opera by Lee Hoiby, the Russian 
X:ter based the story on his reminiscences of his first holiday at 
the Viardot country home in Courtevenel. 
The list of composers who admired Viardot and appreciated 
her aid in furthering their careers is lengthy. In 1849 she appeared 
at the Paris Opera as Fides in Meyerbeer's Le Prophete, a role 
written specifically for her. Viardot helped to launch the careers of 
Gounod (Saplw), Massenet (Marie,Magdelene), and Faure, 
Schumann, Saint,Saens and Faure each dedicated songs to her. 
She reached the pinnacle of her career with over 150 performances 
of several extracts from Les Troyens by Berlioz and the Brahms Alto 
Rhapsody. Her operatic career lasted from 1839, 1862. 
Encouraged by Turgenev, Pauline turned toward composi, 
tion in her retirement, dedicating herself to a new facet of her art. 
In 1864 her first publication was released in Russian with the help 
of Turgenev and Anton Rubinstein: Twelve Poems of Pushkin, Fet 
and Turgenev, set to Music by Pauline Viardot,Garcia. A German 
translation was prepared and another album of songs on poems of 
Lermontov and Turgenev followed in 1869. 
Chopin, Clara Schumann, Rubinstein, and Liszt were 
among the admirers of her many compositions, which include 
several piano pieces, over 100 songs, her sole opera, Cendrillon, and 
several operettas written in the 1860's and 70's (three to librettos 
by Turgenev). Viardot wrote her own text for Cendrillon, which 
was first published in 1904 and successfully revived at the Newport 
Festival of 1971. Her first 'operette', Trop de Fennes, (performed by 
her students) was so popular it emerged as one of the major artistic 
and social events of the 1867 Baden season. I.'.Ogre, and Le Dernier 
Sorcier were even more successful and shortly after their premier 
were translated into German. With Lizst's help, Le Dernier Sorcier 
ran at the theatre in Weimar and induced the Grand Duke to 
commission Viardot to write a full, length, three act opera for the 
next season. Unfortunately, the advent of the Franco, Prussian war 
prevented the completion of the project. In a letter to Brahms of 
1867 Clara Schumann wrote of her friend's operettas, " ... in short, I 
found fresh confirmation of what I have always said, that she is the 
most gifted woman whom I have ever known." 
,, Karen Ruymann 
DRf"W' MINTfR STA(± DIRfCTOR 
Among the world's premiere countertenors, Drew Minter has 
appeared in leading roles with the opera companies of Brussels, Toulouse, 
Boston, Washington, Santa Fe, BAM, Wolf Trap, Glimmerglass, Nice, 
and Marseille, as well as Skylight Opera, Opera/Omaha, and the Berk, 
shire Opera Festival; and at the Halle, Karlsruhe, Maryland and 
Goettingen Handel festivals.. He has sung with many of the world's 
leading early music ensembles, including Les Arts Florissants, the Hande: 
and Haydn Society, Philharmonia Baroque Orchestra, Freiburger 
Barockorchester, and as a guest at festivals such as BAM's Next Wave, 
Boston Early Music, Edinburgh and Spoleto. Mr. Minter is a founding 
member of the Newberry Consort and performs regularly with My Lord 
Chamberlain's Consort, ARTEK, Pomerium and the Folger Consort. He 
is represented by over 40 recordings on Harmonia Mundi, 
ecca/London, Newport Classics, Lyrichord and Hungaroton. His 
articles and reviews have appeared in Opera News, Musical Times, and 
Early Music America. Widely acknowledged for his significant perfor, 
mances and recordings of the operas of Handel, he has sung leading role~ 
in and/or directed over two dozen of Handel's dramatic works. He 
teaches on the faculties of Vassar and Smith Colleges and is a guest artist 
. on the faculty of Boston University's Opera Institute. 
Allison Vo-th, Musical Director 
Allison Voth, a well known coach in New York and Boston, has worked 
with Boston Lyric Opera, Chautauqua Opera, The Verismo Opera of 
New Jersey, Boston Opera Guild, Manhattan School of Music and the 
Athens Music Festival. Also an active recitalist, Ms. Voth has toured 
with Lucine Amara and as a champion of New Music, she has performed 
with such groups as Alea III, The New Music Consort, The Group for 
Contemporary Players and the National Orchestral Association Orches, 
tra new Music Project. A specialist in the music of Paul Bowles, she 
single,handedly produced a multi,media event of his works at Merkin 
Hall in NYC, and was guest performer at a major symposium on Paul 
Bowles in NYC. 
Currently Ms. Voth is on faculty at Boston University as Principal Coach 
or the Opera Institute as well as Assistant Professor for the School of 
"ine Arts Music Division teaching English and French Diction. Ms. 
Voth can be heard on CRI recordings. 
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Antigone 
by Boston University composer 
Marjorie Merryman 
November 5 and 6 at 6:45 p.m. 
November 7 at 3:00 p.m. 
Stage Director, Francis Cullinan 
Musical Director/Conductor, William Lumpkin 
MAINSTAGE at Boston University Theater 
Postcard from Morocco 
Dominick Argento 
and 
Gianni Schicchi 
Giacomo Puccini 
Feb. lQ,lJ 
(In Italian) 
Stage Director, Gary Briggle 
Conductor, William Lumpkin 
La Clemenza di Tito 
W. A. Mozart 
April 21,z4 
(In Italian) 
Stage Director, Sharon Daniels 
Conductor, William Lumpkin 
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****************************** 
You can help support these talented yount artists by joining the Friends of Musi 
at the School for the Arts. For information, please contact Jennifer Shepard, 
Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 617-353-7293. 
